Abstract: Along with literature, music, through the suggestiveness of the means of expression, manages to render in different compositional forms and genres the specific atmosphere and traits of the mythical universe. The Romanian musical creation has been dynamically asserted in an original manner over time, through the diversification of artistic means and a permanent adaptation of musical language to the aesthetic requirements of each compositional period. Skillfully wielding the processes of modern musical language, composers George Enescu, Aurel Stroe and Cornel Țăranu have given the contemporary public artistic masterpieces which impress by the personal manner of transposing into modernity the transcendent message of the myths of Oedipus and Orestes. The richness of the compositional means employed by the three composers creates bridges between antiquity and modernity, between the imaginary and the real universe.
asserted in the culture and art of the Romanian people, undergoes a diversification of artistic means, forms and components of the musical language, responding to modern concepts, in the spirit of the aesthetic concepts of the times and the increasingly sophisticated requirements. Using the symbols Greek mythology offers, through the suggestiveness of their music, the composers are always able to truthfully recreate human feelings, the specific features and the ideological content of the myths. Among the multitude of arguments to be supported through examples, there are George Enescu's artistic creations, as well as the creations of the composers from his generation and the following ones. "The history of modern Romanian music completely confirms, by repeatedly reiterating the myths of Oedipus and Orestes, the magical force of the transcendence and the rethinking of the legends of the past." 7 Referring to the myth of Oedipus, Sorana Coroamă-Stanca, said in an interview "I believe that there is no more fertile myth of our civilization than this myth of Oedipus, which comes from Ancient Greece." 8 George Enescu (1881 Enescu ( -1955 , the one who put the Romanian musical school on the world map, is rightfully considered to be the promoter of Romanian compositions the artistic spirit of which brings the myth of Oedipus into contemporaneity. The force and substance of the Oedipus myth in Enescu's music has new dimensions, determining "a myth that seemed stuck in Sophocles' world -Oedipus Rex, Oedipus at Colonus -to become so modern, so present, so renewing."
9
The libretto formula embraced by the composer, that of uniting Sophocles' two tragedies, allows us to have the whole picture of Oedipus' life, a unique image of a life always controlled by destiny, from the edges of glory to decline, and, in the end, to redemption.
The musical score of the opera brings together in a remarkable sound construction the orchestra responsible for the active parts of the drama, with the choir -the main character, bearer of emotions, and with heroes endowed with exceptional individual qualities, inviting to a meditation on the tragedy of the human condition. And thus, in a union of rituals, Romanian folklore, Byzantine accords and modern sound constructions, each included with great artistry in the dramaturgical discourse, Enescu's music in Oedipus "manages to transcend the 20 th century. It enters victoriously into the 21 st century, maintaining the same topicality." 10 Structured in four acts, Enescu's lyrical tragedy, Oedipus, to which the composer dedicated more than twenty years premiered at the Great Opera in Paris on March 13, 1936. More than twenty years later, namely in 1958, on the first edition of the George Enescu International Festival, his creation had its Bucharest premiere at the Romanian Opera, under the direction of Jean Rânzescu, with an exceptional cast, with a great conductor, maestro Constantin Silvestri, who cast in the leading role a young David Ohanesian, giving him "the role of a lifetime and giving us the Enescian tradition of interpreting the score."
11 Full of substance, Enescu's music in Oedipus has been played on the great scenes of the world, in Paris, Sofia, Athens, Lucerne, Weimar, Berlin, Vienna, Stockholm, Lausanne…, in interpretative concepts that have always brought together exceptional directors, orchestras, conductors, soloists and choirs. So many pages have been and will still be written about Enescu's Oedipus, as the subject is always current, as it has, through the density of the information contained in the text, music and dramaturgy, a unique character "in the entire history of lyrical creation" 12 , as pointed out by conductor Cristian Mandeal. Romanian musical creation has continued the idea of Greek myths, in new conceptual forms, with new sounds and artistic means. Using Aurel Stroe (1932 Stroe ( -2008 , is a representative of the "Golden Generation" of post-Enescu composers, he fascinates with his unprecedented way of translating into modernity the transcendental message of Orestes' myth, to create a connection between ancient and modern in one of the greatest compositions inspired by Aeschylus' Oresteia trilogy.
13
The Oresteia, or The Trilogy of the Closed Citadel, composed in 1973-1988, includes three major works of art known as The Tree Oresteia. As he has a vast encyclopedic culture, and is gifted with a predisposition for thorough analysis, it is easy to understand that the composer's qualities have always accompanied his creation in the background. It is known, moreover, from the composer's notes and interviews, that The Tree Oresteia represent his personal communication with Aeschylus' creation, but in a particular form. Asking questions and waiting for answers, reinterpreting Nietzsche's ideas about the pre-Socratic philosophers and the Greek trilogy, or calling upon the relationships between physics and philosophy, he gets to the laws of thermodynamics and the analysis of closed systems. In this tumult of ideas and questions, the composer gives his answer to the fate of old citadels, of isolated citadels, which do not communicate with the outside and which probably "inevitably go through moments in which they communicate with the environment. In these privileged moments, the exchange of information can produce inner macroscopic fluctuations." 14 In the composer's view, they can be descending and lead to the sudden collapse of the inner order, but they can also be ascending, "raising the level of organization of the system for a period 13 For the opera's libretto, the composer used the translation of Aeschylus' trilogy made by George Murmu, without any adaptations or reinterpretations, the sole changes being compressions of text probably imposed by the artistic vision. 14 Ada Brumaru, Orestia în timp și peste timp, in: op.cit, p. 43 which could be extended." 15 In the end, the conclusion is that "an internal history of fluctuations, characterized by the fact that an ascending fluctuation generates a new ascending fluctuation, and then they are composed in an ascending chain, so that the inherent tendency of system decay disappears for a long time"
16 , can be created. I have insisted on these notes made by the composer to better understand the ideas and philosophy which preceded and then accompanied Aurel Stroe's artistic creation. The Closed Citadel Trilogy is, therefore, a profound meditation made by the composer on the concept of "closed citadel", and an analysis of the fluctuations occurring in the claustrated perimeter, with their individual and open system influences. The fluctuation game accompanies the entire compositional creation, the division into three pieces being associated with the way these fluctuations occur.
In Aurel Stroe's compositional vision, the closed citadel of Argos is dominated by slow demoralization and "fear of the closed place which is slowly taken over by death, […] where initiative is paralyzed, where the dreams of conquest and aggression gain unusual contours."
17 This is the sound atmosphere created in the first piece, Agamemnon or Orestia I (1973). The fourteen canons, grouped according to the embodiment of the sound material maintain the atmosphere in the closed citadel. The first nine canons flow uninterruptedly, during one unit, maintaining the religious atmosphere, and then, when the soloists enter the stage, this unit is broken with each single solo. The penetration of an external force, associated with rupture, triggers the tragedy. Those who are coming from the outside of the perimeter, Agamemnon and Cassandra the foreteller will die, and then the closed citadel will return to its initial state. The rupture appears regularly throughout the trilogy, being one of the composer's meditational motifs, associated with the musical breaks produced by literary texts at certain times. Produced on a small scale, with only eight instrumentalists, four soloists and two actors, it is a 15 Ibidem 16 Ibidem 17 Idem, p. 44 chamber opera. This first work in three acts of the trilogy had a radio recording in first audition in 1983 under Ludovic Bacs' conductor's baton.
The motif of the closed citadel can also be found in the second opera in two acts, Choephori (1973 Choephori ( -1988 . The return of Orestes, together with his friend, Pylades, is associated with the intrusion of external forces, which will cause vengeance, namely the destruction of those on the inside. It is the moment when the Erinyes, the goddesses of matricide and patricide revenge, are enter the stage. The score of this part is characterized by a high degree of difficulty, as the rupture is brought back to the fore, in its forms of manifestation through specific compositional means. The Choephori's tragedy is therefore the tragedy of a rupture. The sound techniques used by the composer bring together Romanian and Asian folklore 18 , creating "a synthetic inframelos"
19 , as the composer confessed. As an artistic solution for some compressions, we encounter elements of instrumental theatre, namely the trombone -a character in its own right with a permanent presence on stage. The choral effects conclude and the soloists have to deal with complex passages. The first audition took place in Bucharest in 1978, then in 1979 in Avignon under the direction of Lucian Pintilie, an artistic view which finally influenced this opera. After the opera was completed, a national premiere took place in Bușteni 20 , during the festival that bears the composer's name. The Eumenides (1988), the third of the Oresteia, an opera in one act, is an invitation to meditate on the concepts of judgment, forgiveness, and the supremacy of tolerance over cruelty, composed in a special score. The saxophone is a theatrical instrument and element by supporting the entire score, while being responsible for the unity of the soundscape. The choir is also present, having sung or discursive interventions, which break or join in the characters' voices. With the saxophonist playing several different instruments, as a one-man orchestra, the composer highlights in this last work the idea of the polyvalent musician, which is also suggested by the reduced number of instrumentalists in all three operas. The first audition of the opera took place in 1990 in Bucharest.
The complexity of the score and the high degree of difficulty of some passages, the introduction of new compositional concepts 21 and means of artistic expression give The Oresteia an exceptional value. Their greatness, however, comes from the masterfulness with which the composer managed to embody and translate into music the results of his analyses and meditations.
Gifted with the grace of creative power, maestro Cornel Țăranu (born in 1934), in an extremely courageous approach, carries forward the myth of Oedipus. The result of the collaboration with French poet Olivier Apert, who wrote the libretto, the opera Orestes & Oedipus (1999 ) is a chamber opera and is structured in four acts. Thanks to the meetings between the two, "the creative process began practically simultaneously. Cornel Țăranu composed, while Olivier Apert was sending him the acts of the libretto."
22 The subtlety and rigor of director Mihai Măniuțiu, which was often present at their meetings, brought added value to the creative process. This formula of three is the one that traces the poetic and sound frame in which the two myths of Orestes and Oedipus will meet.
The fictional encounter between the two heroes, who "make a sort of a summary of their lives, having a series of confrontations, more of a philosophical nature than of the action variety" 23 , and the use of the two artistic instruments: similitude and inversion, give the opera a unique character. It is an artistic adventure, mirroring the two symbols of Greek tragedy, materialized in a new creative formula, "a third aesthetic hypostasis of the rediscovery and re-liberation of the mythical energy which lives its latent existence in its tense syncretic unit." 24 Deviating from the point of the ancient 21 Such as the theory of morphogenetic music, the preference for contrasts or replacing voice with instrument to make the transition from the harmonic style to the modern one. 22 tragedy, Olivier Apert gives another meaning to the role of the Sphinx, who, accepting to die, whispers the answer to the enigma. The opera presents a proud and ambitious Oedipus and a more skeptical and sensitive Orestes, each one with their own history and sins. Opposed in their conceptions of the world, the two are surrounded by heroes who have opposing characters and views. Therefore, alongside Oedipus we meet Jocasta (sensitive, gentle, and a victim), and alongside Orestes Clytemnestra (cruel, ambitious, and a murderer). The mediators of the two, the female Sphinx 25 and Electra, also have opposite qualities, which will however be reversed after meeting the one they are expecting. By following the laws of the gods, the two commit their sin at a time of error, and destiny brings them similar punishments.
Two different concepts of the world, meditation and will, are emphasized with the help of choral effects. The choir, the commentator of the meeting between Oedipus and Orestes has "a good knowledge of history", and throughout the meeting of the two becomes a "spectator" and a "nuance" of the lines between them. The two forms of passion: tenderness, which characterizes the Electra -Orestes dialogue, and the terror specific to the Oedipus -Sphinx dialogue, are also emphasized with the help of the choir. The behavioral inversion of Electra and the Sphinx also imposes an inversion of the intervention of the choir to point out the change in a deeper manner. The recitative discourses bear the expression of the inner feelings of the heroes and make use of various means of sound expression. The last encounter between Orestes and Oedipus brings two human beings face to face, "transformed by what has been revealed to them. Overwhelmed by their own 'insanity', each of them remains deaf to the other one's discourse, not hearing anything but each his own voice." The absolute premiere of the stage version took place in Cluj-Napoca in April 2007, on the stage of the great hall of the Romanian National Opera, in the closing of the 7 th edition of the Modern Cluj Festival, interpreted by the Ars Nova group, conducted by maestro Constantin Țăranu and with exceptional soloists of the lyrical scene in Cluj. 27 The direction of Rareș Trifan and the scenography of Carmencita Brojboiu added great value to the show.
Given the fact that the opera can be presented both as a concert and as a stage production, we must note that from the point of view of the form of artistic manifestation, the opera preserves its value in both forms. The plasticity of the sound images represents the center of gravity of the work in the concert version, the sound substrate being the bearer of the message, taking on the most varied aspects and dramatic moments. In the scenic form, the sound illustration included in the score is combined with the artistic means specific to the theatrical art, in such manner that the space, the decor, the lights, the costumes, the body expressiveness and the stage movement nuance the message and the tragedy of the score and the text.
Cornel Țăranu gracefully oscillates between tradition and innovation, his fantasy and intelligence leaving their mark on the entire work. An emblematic figure of Cluj, he is founder and artistic director of the Modern Cluj Festival, an opening for young composers, soloists and the audience with a love for contemporary music. 27 Tenor Marius Vlad Budoiu in the role of Orestes, bass-baritone Gheorghe Roșu in the role of Oedipus, soprano Lavinia Cherecheș in the role of the Sphinx, mezzo-soprano Iulia Merca in the role of Electra, soprano Irina Săndulescu Bălan in the role of Jocasta, soprano Mihaela Maxim in the role of Clytemnestra, actor Cornel Răileanu in the role of Tiresias. The choir, reduced to four persons, was composed of Carmen Băcila, Luminița Milea, Flavius Trif and Cristian Hodrea.
The mythical evocations of the three composers, in works so different from the point of view of their artistic and especially philosophical conceptions, are definitely included in the rich repertoire of present and future culture. And the myth, the bearer of metaphors and style which has accompanied man throughout history, will continue to inspire future artistic creation, because, "no matter how much the modern man has decided to relinquish myths as dead weight, he continues, unaware, to passionately live in a permanent mythical atmosphere." 28 
